played it, as it were, to the hilt. But The Picture of Dorian Gray does far more than work upon upper-class anxieties of gender/sexuality and cultural transmission. The text stands as indictment against the entire social machinery mobilized to define and destroy the "dandy," which, by the time of the writing of Dorian Gray (1891), already implied the "homosexual" or "invert."' Recent critical studies have so thoroughly set out the case for a radically progressive Oscar Wilde, a "subversive" Wilde, a Wilde' s public persona and behavior made all the more visible (and perhaps more possible)2 the coalescence of a "homosexual" type, still very much a novelty in Britain in the 1890s but no less threatening for that: "one of the many reasons why people were terrified by Wilde was because of a perceived connection between his aesthetic transgression and his sexual transgression" (Dollimore 67) . The trial for "gross indecency with another male person," in 1895, brought out some of the most brilliant one-line reversals' ever transcribed in a court of law, and there is a logical desire to conflate Wilde's textual production with his public performances: "Wilde's transgressive aesthetic subverted the dominant categories of subjectivity which kept desire in subjection, subverted the essentialist categories of identity which kept morality in place" (Dollimore 68) . Second, the historical appearance of Wilde on the scene seems to offer anchor to the very concept of the homosexual as it "arrived" in England from the Continent in the 1890s, in particular with the first English translation of Krafft-Ebing's Psychopathia Sexualis (1892) by Charles Chaddock and with Havelock Ellis's Sexual Inversion (1897) . Theory and practice are thus fused flawlessly, in retrospect, and Wilde becomes the homosexual par excellence.4
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Hence, finally, Wilde "fits" a desideratum of modern identity politics of "subaltern" groups-as a forefather, a figure whose owning and positive valuation of identity in the face of negative cultural stereotypes and open persecution secures a place in a sort of modern hagiography. The genuine need among identitarian sexualpolitical "minorities" for an efficacious politics in confronting multiple life-threatening institutions and practices (religious, pedagogical, political, governmental, economic, or otherwise) has meant that Wilde's "inversions"-often witty reversals of his interlocutor's previous remark-have served as a tacit benchmark of a common "gay" aesthetic, whether actively "political" or not.' Inasmuch as recent intelligent criticism on Wilde has emerged largely as a result of the post-Stonewall rise of "homosexual" minority politics in Europe and the United States, it is unsurprising that celebration of Wildean wit and subversive power has been the order of the day.6 Feminist criticism and African-American studies experienced this jubilation in the archaeology of erased literary voices in the 1960s and 1970s, and the coming of age of "gay and lesbian studies" in the 1980s deserved its moment of essentialist pleasure as well, though it was contested nearly as soon as it occurred.
The slippage from linguistic "inversion" to "homosexuality" Wilde's reaction to the cult of the aesthetic was of two minds: a resistance to its lack of social-critical bearings and a fealty to its insistence on the primacy of iconicity in the human imaginary. Dorian Gray unfolds very much as a struggle between acknowledgments of the power of beauty-of form, or fetish-and of the power of socialization, but the ground of that struggle is the body 4 Studies in 20th & 21st Century Literature, Vol. 22, Iss. 1 [1998] recently rarely been the conclusion in the critical literature, but it is unmistakable in Dorian Gray: the "homosexual" is precisely this rebus of the active-passive male, the oscillation (in Musilian terms) between vivisezieren and stilisieren, between psychoanalysis and aestheticism: in short, a sort offort-da game with fetish. Musil will later make this threat of the disappearance of the fetish (sometimes but not always identical with phallus) more explicit in its connection to anal intercourse, in which the tool of the analyst, the penetrative male subject, becomes "lost" in its object; in Wilde, and suffers a corporeal "atonie," the structure of desire/disgust that plays out in the space of woman suggests very little that the poet's body assumes the status of object or fetish. The male poet owns consciousness, the female passante owns body. In Wilde, the male body is announced openly as fetish, as a butler might announce the arrival of a guest in a novel, and the association is ostentatious: "a dream of form in days of thought" (12) .
The interchangeability of Dorian with flowers or with the innumerable objets d'art listed in the text-filler for this "aesthetic" novel demanded by the publisher-is confounded by the effect he has upon both men and the effect they have upon him. Dorian awakens in Basil a "curious artistic idolatry," which "the world might guess . . . and I will not bare my soul to their shallow, prying eyes. My heart shall never be put under their microscope" (13). Basil's desire for Dorian, unattested to himself and indicated circuitously in the novel, surfaces in wonderfully erotic substitutions of Dorian with the portrait: "you shall be varnished," Basil exclaims (27).
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Studies in 20th & 21st Century Literature, Vol. 22, Iss. 1 [1998] This dialectical play of influence and effect produces in "Dorian" a sense of self-experimentation: he takes himself as the object to be vivisected, as had Lord Henry: "He had always been enthralled by the methods of natural science, but the ordinary subject matter of that science had seemed to him trivial and of no import. And so he had begun by vivisecting himself, as he had ended by vivisecting others" (51). The metaphor of vivisection, coursing through so many literary and philosophical texts at the close of the nineteenth century, suggests an investigation of "soul," as is explicit in Dorian Gray, but the grounding of this investigation is in the body: to vivisect is to lay open the interior of the body while the subject is still alive. Thus an advantage here to expanded conceptualizations of "object relation" and "fetish" over those of "narcissism" and "phallus" is that they make the synchronic transition from a muse (or diva) to ephebe, and back again, more intelli- 20th & 21st Century Literature, Vol. 22, Iss. 1 [1998] , Art. 5 https://newprairiepress.org/sttcl/vol22/iss1/5 DOI: 10.4148/2334-4415.1434 exquisite dream. I worshiped you" (100). But then: "My dear boy, no woman is a genius. Women are a decorative sex. They never have anything to say, but they say it charmingly" (43) . "I am afraid that women appreciate cruelty, downright cruelty, more than anything else. They have wonderfully primitive instincts. We have emancipated them, but they remain slaves looking for their masters, all the same. They love being dominated" (90). "Besides, women lived on their emotions. They only thought of their emotions. When they took lovers, it was merely to have someone with whom they could have scenes" (81) . "That awful memory of woman! What a fearful thing it is! And what an utter intellectual stagnation it reveals!" (89). In each context, the subtle irony of the statement arises in its affinity to the behavior of male characters rather than female: it is ultimately Dorian's awful memory of murder which becomes unbearable to him, the trace of the body itself that will not be dissolved into mere aesthetic form. But it is not merely the dissonance of irony that renders the misogyny of such passages suspect. Their speaker, Lord Henry, finds his come-uppance in a verbal duel on gender with the rather Wilde- (44) into the East End, the realm of alterity itself: opium dens, prostitutes, the poor, and-though never named-homosexual activity. "It often happened that when we thought we were experimenting on others we were experimenting on ourselves" Lord Henry asserts (53). It is through these transpositions that the reader is encouraged to take Dorian as vehicle for identification but also as object, just as he takes himself as object, hence the structure of self-reflexion or "narcissism" so often cited in critical literature on this text: I love beautiful things that one can touch and handle. Old brocades, green bronzes, lacquerwork, carved ivories, exquisite surroundings, luxury, pomp, there is much to be got from all these. But the artistic temperament that they create, or at any rate reveal, is still more to me. To become the spectator of one's own life, as Harry says, is to escape the suffering of life. (97) As does Musil in Torleg, Wilde stresses equally the relation to objects and the relation to language in Dorian's development. The expanded sections of the novel, long reveries on the artifacts of cultures from all over the world which pass through Dorian's hands, suggest that the Faustian epistemophilia is fundamentally objectbound. Dorian's first alteration into aesthete occurs "with parted lips" (19), however, when Lord Henry taunts him to acknowledge desires in himself: "You, Mr. Gray, you yourself, with your rosered youth and your rose-white boyhood, you have had passions that have made you afraid, thoughts that have filled you with terror, daydreams and sleeping dreams whose mere memory might stain your cheek with shame -" (19) . Dorian comes to realize the effect
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Studies in 20th & 21st Century Literature, Vol. 22, Iss. 1 [1998] The novel then seems to affirm a mimetic theory of Art as it influences human behavior: "The hero . . . became to him a kind of prefiguring type of himself. And, indeed, the whole book seemed to him to contain the story of his own life, written before he had lived it" (111). The text of the yellow book itself becomes a fetish to Dorian, his multiple copies each bound in a different color to suit the mood of the moment. "You poisoned me with a book once," Dorian accuses Lord Henry, who replies: "Art has no influence upon action. It annihilates the desire to act. It is superbly sterile" (188), which echoes the final line of the "Preface": "All art is quite useless."
The tensions of the text reach a fever pitch with the accumulation of scandal and rumor surrounding Dorian's activities-the disappearance and suicide of men he consorts with, the "disgrace" and exile of others. The narrator's omniscience becomes unconvincingly occluded on these matters, keeping the reader at bay with euphemism and circumlocution, essentially in the position of wealthy West-Enders. Basil's final confrontation-"why is your friendship so fatal to young men?" (131) (124) In the structure of the social, and of morality as well, is every bit as informative, and as duplicitous, as representation in the realm of artistic production, is in fact indistinguishable from that mode. The narrative intervention, the sole moment in which the narrator speaks as "I" (as in TorleJ3), suggests that the multiplication of "personalities" is desirable, even a requirement of the "canons of society" -when in fact Dorian's "experiments" were precisely in the multiplication of aesthetic objects and experiences, in the fabrication of all possible "personalities."
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Studies in 20th & 21st Century Literature, Vol. 22, Iss. 1 [1998] were I who was to be always young, and the picture that was to grow old" (25-26) -Wilde creates a structure in which all the marks of "sin" and "shame" accrue not to the body of Dorian himself but to the painting, which Dorian keeps in his attic closet and whose decay, whose deterioration into the "monstrous" (189), suggests not just aging but disease: "the rotting of a corpse in a watery grave was not so fearful" (136). The decay of the portrait commences with "lines of cruelty round the mouth" (80), moves through a sneer, a leer, then to "hideous lines that seared the wrinkling forehead and crawled round the heavy sensual mouth" (112), the "face of a satyr" (136). This baring of teeth (10) The attack on the portrait must thus be read as an accusation against Victorian England's organization of sexuality in the context of its structuring of culture generally; it is an attack mounted precisely from that space of alterity-but most especially of homosexuality-on which its self-maintenance as a culture is founded.° The narrator mobilizes Dorian and his forays into the East from object/site of disgust to one of desire primarily by maintaining the injunction against direct nomination, by veiling those visits to Whitechapel and Bluegate Field, and thus with the final revelation of the content of the attic, the reader stands accused of the ascription of death and decay to Dorian's body by simply having desired to see-to know-that content, in having desired to see the correspondence of "interior" sin and exterior horror.
The reader's viewing of the ephebe-turned-corpse is thus the logical outcome of the trap laid by Lord Henry at the outset: "The only way to get rid of a temptation is to yield to it. Resist it, and your soul grows sick with longing for the things it has forbidden to itself, with desire for what its monstrous laws have made monstrous and unlawful" (19). Of the "monstrous fancies and misshapen dreams" that mark the concealed moments of male-male sexual encounters in the text: "There were poisons so subtle that to know their properties one had to sicken of them. There were maladies so strange that one had to pass through them if one sought to understand their nature" (52). The text thus privileges "homosexuality" not only as the Schwerpunkt of a complete knowledge of Western culture, including uncensored understanding of classical Greece, but as the very pharmakon of initiation into Western culture, the key to the entire canon. Thus Dorian could argue to Basil: "You ask me why [Lord] Berwick leaves a room when I enter it. It is because I know everything about his life, not because he knows anything about mine" (131). The "curious hard logic of passion," of injunctive (in both senses of the term) desire erected by Victorian culture ensnares itself. But Dorian is dead, absent in a sense, and Lord Henry, who issues these challenges, also gradually fades throughout the novel. The reader is left only with a narrator, whose accompaniment of the reader in the attic in the final scene confirms that the reader has been exposed to this poison, to this sight of degeneration-has become implicated in the Victorian fashioning, and slaying-of the homosexual. The narrator takes on this seat of epistemological privilege previously claimed by Lord Henry and Dorian-the only position unimplicated in the violence, it would seem-in showing the reader the body in the structure of a fairy tale. This was not a body at all but narrative: the conclusion reiterates the fantastic creation of the monstrous as text. Dorian Gray, then, seeks to function as had the "yellow book": as a dare to its readership to view the entirety of human desire obliquely without engaging that desire. The disturbing, and I believe crucial, consequence of the elevation of the position of the dandy/homosexual through the text is its need for this diseased body as its shadowy inverse: it is essentially unfree from its perpetuation in some form, in order to maintain that position.
Sperelli's Erection or The Resurrection of the Fetish
Gabriele D'Annunzio's 11 Piacere (1898) seems almost grotesque in its emulation of thematic material from Dorian Gray, but the relationship has not been explored critically. This may be owing to D'Annunzio's prose, an almost unbearable admixture of sen-timentalized love scenes, catalogues of priceless antiques, and extensive literary references. Whereas Wilde was compelled by his publisher to lengthen his novel by inserting descriptions of the artifacts of Dorian's aesthetic education (which he did with little protest), D'Annunzio fills page after page with baubles and trinkets whose painfully transparent function is to claim privilege-not in this case preeminently an epistemological privilege (for the artifacts and citations often stand out of context) but a privilege based primarily on an aesthetics of accumulation or possession. The body in which the greatest amount of cultural objects and memory of literary text inhere is the superior body. "You must make your own life as you would any other work of art," Andrea Sperelli's father tells him before dying (24)-and little other influence upon the protagonist is recorded. Rather, the novel's four books treat his alternating pursuit of two women, Elena Muti and Maria Ferres, with whom he believes himself deeply in love. "His mind was corrupted not only by overrefined culture, but also by actual experiments, and in him curiosity grew deeper in proportion as his knowledge grew wider" (24): the narrator's judgment, unlike in Dorian Gray, is that "decadence" itself is responsible for the "extremely feeble" state of Andrea's will and the downfall of what the narrator calls the "Arcadian" class of the Italian nobility.
Paradoxically, though, it is the fault of the democratization of the West that this decadence occurs: "The gray deluge of democratic mud, which swallows up so many beautiful and rare things, is likewise gradually engulfing that particular class of the old Italian nobility in which from generation to generation were kept alive certain family traditions of eminent culture, refinement, and art" (22). In other words, the disease of decadence is far from self-induced and self-occluded, as in Dorian Gray; rather, it is a toxin spilling over from the "masses," from lower classes whose incapacity to function in the realm of high culture-and their lack of aesthetic value per se-is seen as the very source of their contagion, along with the contagion of other "races," Asians and Jews in particular. Of Cavaliere Sakumi: "He was one of the secretaries to the Japanese Legation, very small and yellow, with prominent cheekbones and long, slanting, blood-shot eyes over which the lids blinked incessantly. . . . It was as if a daimio had been taken out of one of those cuirasses of iron and lacquer, so like the shell of some monstrous crustacean, and thrust into the clothes of a European waiter" (5). "Poor Sakumi," Elena intones (18), just as she murmurs "poor little thing" on seeing the dying infant in a rural tavern: "The poor creature was wasted to a skeleton, its lips purple and erupted, the inside of its mouth coated with a white eruption. It with the subtle distinctions of an artist and a libertine" (181). Elena in particular is framed in red and white, much as Dorian had been: against a "red damask background," Elena's painted image has "a mouth that was ambiguous, enigmatical, sibylline, the mouth of the insatiable absorber of souls [and] a brow of marble whiteness, immaculately, radiantly pure" . And yet the text is not unaware of the exhaustion of fetish. As Andrea's cousin warns him: "However, I must confess, my dear cousin, that your 'fair white woman' holding the Host in her pure hands seems to me a trifle suspicious. She has, to my mind, too much of the air of hollow shape, a robe without a body inside it, at the mercy of whatever soul, be it angel or demon, that chooses to enter it and offer you the communion" (113)-the inverse of the dying infant.
Andrea comes only slowly to realize the error in his aestheticizing view of women, but his realization (that he has been duped by protestations of love by Elena) yields only the insight that "love" does not exist:
The impurity which then the winged flame of the soul had covered with a sacred veil, had surrounded with a mystery that was half-divine, appeared now without the veil and without the mystery as a mere carnal lust, a piece of gross sensuality. (208) This realization is only possible following Andrea's wounding in a duel over a woman, not a fatal wounding, as in Dorian Gray, but an opportunity for convalescence midway through the novel.'° As
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Studies in 20th & 21st Century Literature, Vol. 22, Iss. 1 [1998] The destructive analysis he had already employed upon himself, he now turned upon Elena. (209) The magic draught which had intoxicated him then now seemed but an insidious poison. (215) The diva, the fetish, is not disposable, but she is recuperable as antifetish when her faithlessness is discovered: from the pronouncement that Elena is nothing more than "an unbalanced mind in a sensually inclined body" (214). Andrea is able to reclaim her as a negative icon: "The woman who had never been his, but to gain whom he had nearly lost his life, now rose up noble and unsullied before his imagination in all the sublime ideality of death" (214). Yet the puncture-wounding of the protagonist is preserved from Wilde, somehow necessary to the structure of the fetish as it develops. The feminine, it would seem, is cleft back away from the impaled male body, as the careful reader notes in Donna Maria's lips: "slightly parted, the upper one projecting the least little bit beyond the under one" (116) "In short, the whole man was so unendurably obnoxious to Andrea that he clenched his teeth convulsively like a patient under the surgeon's knife" (254). Lord Heathfield, whose nickname is (horrifyingly) "Mumps," must become a constitutional, a biological miscreant for the text's sustenance of antifetish to function. The narrator explains: "His gait was somewhat jerky and uncertain, like that of a man who already carries in his system the germ of paralysis, the first touch of spinal disease; his body remained rigid without following the movement of his limbs, like the body of an automaton" (276). And so Wilde's narrator describes Dorian in the throes of addiction to his "passion": "Men and women at such mo-
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Studies in 20th & 21st Century Literature, Vol. 22, Iss. 1 [1998] nothing-other than the loss of both women and the return to his Palazzo Zuccari-serves to close the novel. "There was a bitter and sickening taste in his mouth. He felt that from the contact of all these unclean people he was carrying away with him the germs of obscure and irremediable diseases" (310). The strange lack of closure, with only this vague accusation of uncleanness, indicates the extent to which the narrator, the text, has little purchase on its massive investment in fetish, positive or otherwise, and no distance at all on its attempt to wrest from the Wildean text a separation of narrative privilege from polluted homosexual. Andrea must suffer the advances, the poisoning, even the brief contact ("He would have given worlds not to have been obliged to touch those hands" [222] ) with the homosexual-here biologically rather than culturally constituted, as are Jews and all Others-in order to maintain cultural order at all. The strategy, if one can call anything in literature strategic, is brilliant, in some respects: rather than counterposing a classical hero, invincible, fully phallic, to the dandy, one answers the Wildean text through the very body it seems to need. The owner of (Western) canon becomes once again the unabashedly heterosexual, upper-class male by bearing the traits-the lines of cruelty around the mouth, the wounded side-of the Wildean ephebe-turned-dandy, by drinking the poison, the disease of the homosexual pharmakon.
D'Annunzio seems to have taken Wilde's bait: the healthy subject cannot avoid contact with those nether realms of illicit sexuality but must now pass through them, "give in to things monstrous," in order to re-establish claim to cultural hegemony.
That this rearrogation of cultural superiority to the now "heterosexual" male misconstrues the Wildean critique of Victorian culture-in particular, the insistence upon both its violent construc-tion and scandalous destruction of both "woman" and "homosexual"-is not accidental. It is, I believe, a founding gesture of literary fascism, by which I mean not simply "reactionary" modernist texts but texts whose movens is a perpetuation of fetish despite evidence of its "hollowness," as Andrea's cousin warns, an escalation of the essentializing of identity in the realm of the 
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